Beginning almost immediately after his early death in World War I, there has been a sustained attempt to cast Henri Gaudier-Brzeska (1891-1915 as a prodigy of modernist sculpture.
The other contents of the box were holographs of Frederic Manning's 'Koré', Victor Plarr's 'Epitaphium Cytheristriae', T. Sturge Moore's 'The Dying Swan', John Pound's orchestration of the event may even have extended to suggesting the poems by each writer to be included in the box. In a letter to F. S. Flint, he wrote 'Bring a hand written and signed copy of your Swan, last version, thats all you ll need to bother about, we are each to put one mss poem into the marble coffer. ' 10 Flint seems to have been ambivalent, and Aldington was given the charge of ensuring his participation. Aldington wrote to him, 'That Blunt affair is to come off on Sunday, 18th. We are all to go down to Blunt's place for lunch. I am instructed to see that you turn up. All expenses of the committee are paid.' There is no doubt that the contrived event appeared somewhat curious to Blunt as well. He nevertheless enjoyed the attention and the company. In his diary, he described the scene: With this figure, Gaudier elongated its arms and torso while narrowing the waist, making the legs appear thick and clumsy. Perhaps the most striking adaptation of the body occurred at the head and neck, which seems stretched to lean against the side of the box itself. Consequently, the body appears to be simultaneously reclining and fully frontal, conflating the conventional format of the reclining nude with an unfettered visual accessibility. Gaudier reiterated this display of the female body through the regularized shapes of the secondary sex characteristics. Despite the approximated and deliberately crude handling of the figure, he made sure to signify its sex clearly through the addition of perfectly circular breasts. Rather than just leaving the pelvis blank, Gaudier furthermore chose to call attention to the pubis by inscribing a 'V' shape that matches the breasts in its frontality and geometric regularity. Ghiberti's Gates of Paradise (to choose two extreme options for decorative relief sculpture), the image on Gaudier's Blunt Coffer never fails to remind us that it has been forced to accommodate itself, ill-fittingly, into its service to the marble box.
In addition, by so stressing the ways in which the figure is held by this shape, the question of the box's contents comes to the fore. There is a suggestion that one could be seeing into its contents. 17 The compression of the female figure to the rectangular format raises the implication that such a figure or form is also somehow contained within the casket itself. Such a suggestion is not as speculative as it might appear from photographs of the box. In fact, this small object was regularly referred to as if it were a coffin or other bodily container.
Pound variously called the work a 'sarcophagus', 18 a 'pyx', 19 or a 'reliquary'. 20 If this small box is such a bodily container, the compressed figure on the side not only decorated the surface but also gave an indication as to what kind of body might be inside. 24 It might be objected that Gaudier was a vocal critic of lateVictorian sculpture, but there is evidence in his published writings and other correspondence that he had a more nuanced understanding of it than is usually assumed, allowing him to distinguish between divergent trends within the socalled 'academic' style. 25 Given the similarities between the figures on the two sculptures, therefore, it is not inconceivable that Gaudier adopted this high- Gaudier's personality rebelled against any such authority, even that of his allies.
As Pound remarked, it was both Gaudier's youth and 'truculence' that gave him such a sense of self-assuredness. 34 With a short period of execution for the coffer, Pound could not have hoped to exercise the same amount of control over the sculptor's work as he had with the poets. He was not entirely sure how the young artist would meet the challenge. Writing earlier to Lady Gregory, Pound expressed concern about the box for this important event, saying 'I hope his decoration won't be too ultra-modern'. 4 ). 42 Making a similarly crude jest, he equated the act of knocking on a door with sexual penetration, as can be seen from the erect phallus prominently placed at the base of the doorknocker -just where one would hold it in order to request entry.
Especially in the case of Pound, the sexual innuendo proved to be central to the ways in which Gaudier balanced his own sense of artistic integrity and the demands of work-for-hire. In the fast intimacy that had emerged between the poet and the sculptor, Gaudier's jests served as a way to maintain a degree of independence from his patron-friend. At the same time, the ribald allusions sanctioned the enthusiasm each had for the other. As Pound wrote the year after Museum. However, as Percy Wyndham Lewis noted, it was also 'Ezra in the form of a marble phallus'. 44 Brodzky recalled that 'its purpose and beginnings were entirely pornographic. Both the sculptor and the sitter had decided upon that.
Brzeska informed me of the fact that it was to be a phallus. work Gaudier supplied for Pound's big event.
